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Abstract
Patterns of nature are omnipresent. Observation of the closest environment makes you
realize how nature can amaze you with marvelous patterns. The nature and Op Art have
always been my fascination, and the discovery of orderly patterns in natural objects and the
associated geometry motivated me to employ their correlation with Op Art in an art form.
As Op Art, an art movement that is fundamentally devoted to pure visual effect, nonrepresentationally creates feelings of movement through illusions, the purpose of this thesis
work was to create 3-dimensional optical effect that the positive and negative spaces produce
as a consequence of linear elements. By using metal, possibility of the forms that traditional
material allows for will be examined, and by combining metal with plastic and printed paper,
the benefits of non traditional materials will be studied. On the other hand, it led me to
challenge the durability and permanency of jewelry.
Since the primitive ages people have been decorating themselves with different art forms
using their body as a unique canvas. Regardless the era and culture there has been an
intricate relationship among fine art, jewelry, and fashion. In place of different categories and
distinctions between these aspects, contemporary art has developed a view and styles that
includes the integration of them. Through creating jewelry that wearers can interact with and
viewers can appreciate as a sculpture when it is displayed, I was able to understand different
interpretation of jewelry. By pushing the boundaries of jewelry yet without losing its identity,
I strove to explore a unique art form that binds the viewer and wearer together and induces
them to experience ephemeral sensation.
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Introduction

Living in the 21st century, changes are inevitable. The pace of the changes in our
societies has been accelerated in the recent time, and we are facing enormous
transformations. New technologies are invented at an incredible pace, and strange new
subcultures are created even before people get accustomed to the existing ones. Not only
have these changes been affecting the society, economy, and politics, but they also have
influenced art and artists.
As a contemporary artist I welcome and enjoy the changes. Whether the changes are
completely new or mixtures of old and new, I apply them to my art world and to my life, and
through them I try to find new meanings of art and life. In the new environment with new
professors and new fellow students, I tried to explore different forms and contents of art
from new contexts. By investigating the limitations of traditional jewelry, yet preserving
aesthetic values, I strove to push the boundaries of jewelry and blend it with fine art and
fashion. Even though certain characteristics give meaning to jewelry, I strove to create art
for the body that still functions as jewelry, yet at the same time jewelry that can be
appreciated when exhibited as an art work.
The geometry in nature is ubiquitous. If we look around, we realize that the whole
world is full of marvelous patterns that naturally occur. Growing up in a small town in Korea
surrounded by mountains and ocean, I was always fascinated by the possibilities that the
nature can provide. Beauty in art work can exist beyond imitation of nature, but from mere
simple lines, forms, and colors. Discovery of orderly patterns in nature by observing snow

flakes, rivers meandering, shadows of spider webs, honeycombs, waves of the ocean, growth
rings of trees, leaves and flowers, and many other natural objects was my connection
between geometry and nature.
My fascination with linear pattern and purely visual effect is also found in Op Art. I
found that natural phenomena have a strong connection with Op Art, although their origins
are the opposite. They both share the same quality of utterly ordered elements and the
repetition of the elements, resulting in highly visual impression. The enigmatic power that
mesmerizes the observer is another quality they have in common. It is truly intriguing that
amazing artworks can be created by calculation of the geometric order and the repetition of
simple units.
In this thesis, I will examine Op Art which was the representative art style in 1960’s
and understand of the abstraction of geometric beauty. The goal of this thesis is applying the
inquiry to the 3-dimensional body of work with using traditional and non traditional
materials. And lastly by creating oversized jewelry that has a different purpose from
conventional jewelry, I tried to better understand the relationship between art and jewelry.

Op Art

1. Definition and Characteristics
‘Op Art’ also known as ‘Optical Art’ or ‘Perceptual Abstraction’ is an art movement
which took place in the mid-twentieth century. The term was first coined by “Time
Magazine” after the exhibition “The Responsive Eye” at the Museum of Modern Art in
1965. Derived from the Constructivism of the Bauhaus, Op Art was practiced by many
artists prominently in Europe, as the Op Art historian Cyril Barrett suggested, America,
unlike Europe, did not enjoy a tradition of geometrical abstraction.1 Through the physical
and psychological process of vision Op Art creates dramatic visual effects and 3-dimensional
movement by using light, geometric forms, and vivid colors. Different from other art styles,
Op Art is devoted primarily to pure visual effect through illusions of perspective
representation and tensility of colors, and draws immediate attention from the viewers.
Although Op Art is more akin to mathematics and geometry, the viewers do not
require expert knowledge in art to appreciate it. All the interpretations exist within the art
itself, so even children could enjoy the art. Yet, Op Art requires the viewers’ active
participation. The movement is created in the fixed artwork, and the observers experience
the movement physically. Simultaneously the artists are venturing the work that the viewers

1

Edward J. Rielly, Cyril Barrett, The 1960s, 2003, pp. 240.

could bodily undergo.2 The interaction between the art and the viewer is a part of what the
artists provide. “Op Art reaches for ambiance and only exists in the space between the
painting and the viewer.” 3 The subject is extremely abstract, and it requires no
interpretation, but the work of art draws the viewers in a truly dynamic way. Barry
Schwabsky describes op art "a purposely impersonal mode, favoring structure, order and
clarity over personal expression or idiosyncrasy." 4
The intrinsic characteristic of Op Art is ‘simplicity’. In most of the artwork the visual
effects are executed by minimum elements, so that the eye can absorb the most necessary
information. Parker and Deregowski wrote about Bridget Riley’s work “Despite the fact that
the artist has carefully minimized the cues the viewer is provided with, in order to preserve
ambivalence and generate a dynamic visual experience, the art itself is not minimal; on the
contrary it is visually rich. There is no doubt however that it has become so securely
interlocked with the mechanisms of the eye that style and theme have become unified.”5
Major techniques that were used in Op Art are “periodic structures”, “phi
phenomenon”, “moiré patterns”, and “hard-edged designs”.6 The artists repeat the same
element with calculated patterns of distance and angle, and by doing so periodic structures
are produced. When the shifts come about, the surface starts to buckle and warp.7 Phi
phenomenon, named by Wertheimer, the father of Gestalt psychology, is an illusion through
which inflexible images seem moving. It is a theory that when two different lights are apart
Frances Follin, Op Art, 2007, pp. 48-49.
Martina Weinhart, Op Art, In the eye of the beholder, A brief history of op art, 2007, pp. 29.
4 Barry Schwabsky,
http://query.nytimes.com/gst/fullpage.html?res=9506EEDD153BF93AA3575BC0A96E958260&sec=&spon=&pagew
anted=all
5 D.M. Parker, J.B. Deregowski, Perception and Artistic Style, 1990, pp. 178.
6 Edward J. Rielly, The 1960s, 2003, pp. 240.
7 Cyril Barrett, Op Art, 1970, pp. 38.
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from each other with right distance, one image appears as the other image disappears.8
Moiré pattern is an interference pattern that is constructed by repetitive superimposing
geometric figures, and it creates watery or gleaming effects. Cyril Barrett describes the result
of the moiré pattern as “elegant shock-waves”9 Hard-edged painting technique is usually
used to emphasize the contrast and sharpness of the colors.
Thus dominant characteristic in Op Art is the pattern - by using the same simple
pattern repeatedly it creates “multiplicity of simplicity”. Variation of the density of the
pattern produces indirect movement, and employment of basic geometric forms such as
circles, squares, and ellipses creates restricted movement.10 To create perceptual
transformation multi-colored patterns are also used, although colors could be dispensable.
Op Art and Kinetic Art have an intimate relationship in the way that they both
contain movements. As the art historian Jasia Reichardt observed: “A unique aspect of the
movement was its nearly simultaneous arrival on both fronts - the esoteric and the popular”,
Op Art could be defined as a special kind of Kinetic Art.11 Although the moving parts in
Kinetic Art are usually controlled by wind or motors resulting in the physical movement,
while the movement in Op Art is more psychological and what actually moves is the viewers’
eyes, the effect in the 2-dimensional Op Art could be more dynamic.
Op Art leaves no room for intellectual thinking. Consequently Op Artists themselves
suggested only a few basic theories, and furthermore, it is impossible to explain where the

Cyril Barrett, Op Art, 1970, pp. 58.
Cyril Barrett, Op Art, 1970, pp. 66.
10 Rene Parola, Optical Art: Theory and Practice, 1996, pp. 10 - 11.
11 Aidan Dunne, Jasia Reichardt, http://www.irishtimes.com/newspaper/features/2008/0731/1217368662231.html
8
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moving phenomenon starts and ends.12 The merit of Op Art is its radicalism and
unprecedented effect, however it could be only a special experience.

2. Representative Artists
1) Josef Albers
The founder of ‘Op Art’, Josef Albers was one of the most influential artists and
teachers in the 20th century. He was born in Germany and taught at the Bauhaus until Hitler
closed the school in 1933. He then immigrated to the United States, and taught at Black
Mountain College and Yale University, creating extraordinary work of his own at the same
time. His interest in conjunction of art and technology motivated him to investigate the
visual phenomena.
He defined art as follows.
THE ORIGIN OF ART:
The discrepancy between physical fact
and psychic effect
THE CONTENT OF ART:
Visual formulation of our reaction
to life
THE MEASURE OF ART:
The ratio of effort to effect
THE AIM OF ART:
Revelation and evocation of vision13

Jasia Reichardt, Concept of Modern Art: From Fauvism to Postmodernism (World of Art), Op Art, 1955, pp. 242243.
13 Josef Albers, “The Origin of Art”, in Josef Albers: Homage to the Sqare (New York: Museum of Modern Art, 1964)
n.p.
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His geometrical abstraction shows psychological forms and colors, and his works are
executed in series. By 1950 he developed his last series of square paintings, “Homage to the
Square” in which he developed a system of colored squares. By juxtaposing multiple squares
in colors by painting directly from tubes instead of mixing, Albers was able to create a
sublime illusion of spatial depth.14 In 1963 he initiated “Interaction of Color” in an essay,
where he explained how colors can influence the spatial perception.
Alber’s squares are often compared with the ones of Malevich and understood as an
evolved form toward more space evoking work with a sense of motion. Albers tried to
achieve the provocation of vision by using the force of colors and forms that gave
ambiguous and mutually contradictory perceptions. He described his art as “perceptual
painting” before the term “Op Art” was introduced, as his subject of art was purely
perception.15

1)Josef Albers, Homage to the Square, 1965
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2) Josef Albers, Homage to the Square, 1965

Dora Adler, Thesis, http://www.lib.umd.edu/drum/bitstream/1903/1788/1/umi-umd-1767.pdf
Magdalena Holahey, Vasarely, 2005, pp. 48-51.

3) Josef Albers, Untitled Lithograph, 1942

4) Josef Albers, Shrine, Lithograph, 1942

2) Victor Vasarely
The father of “Op Art”, Victor Vasarely was born in Hungary in 1908 and studied
medicine, but he abandoned it to learn painting at a Budapest art school based on the
Bauhaus. After moving to Paris he started his career in art as a commercial poster designer
and began to experiment with optical effect. Exploration of linear composition with motifs
like zebras allowed him to examine “space-evoking” techniques. His use of rhythmic linear
patterns, superimposed lines, and the checkerboards reveals Vasarely’s early interest in
vitalization of flat surface.16
Vasarely attained fame by winning first prize at the 8th Sao Paulo Biennale in 1965,
and he strove to expand the ambit of optical illusion with every possible method. His use of
materials was not confined to paint, yet he also used lucite, glass, steel, and mosaic tiles. To

16

Magdalena Holahey, Vasarely, 2005, pp. 18-20.

create inexpensive and reproducible art, he manipulated standardized and simplified
geometric units that can be configured in various ways.
While spending time in a small town ‘Belle-Isle’, Vasarely found the intimate
relationship between the nature and geometry, and he stated that the laws of the entire
universe could be expressed through geometry.17 Vasarely writes, “the ellipsoid form... will
slowly, but tenaciously, take hold of the surface, and become its raison d’etre. Henceforth,
the ovoid form will signify in all my works of this period, the ‘oceanic feeling’... I can no
longer admit an inner world and another, and outer world, apart. The within and the without
communicate by osmosis, or one might rather say: the spatial-material universe, energeticliving, feeling-thinking, form a whole, indivisible... The languages of the spirit are but the
super-vibrations of the great physical nature.”18

5) Victor Vasarely, Beta, Plexiglass, 1958-1964
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6) Victor Vasarely, Zebras, 1950

Magdalena Holahey, Vasarely, 2005, pp. 29-30.
http://www.masterworksfineart.com/inventory/vasarely/vasarely.html

7)Victor Vasarely, Vega 200, 1968

8) Victor Vasarely, Vonal Prim, 1975

3) Bridget Riley
Bridget Riley represents the most creative Op Artist, and her attitude towards art and
work style showed the typical British Op Art. Influenced by Neoimpressionism, she
attempted to animate the principles of vision on the canvas. Riley is credited with being one
of the most talented artists in black and white paintings.
From intuition she designed the constructive forms and patterns with wavy lines that
were systematically developed.19 She also takes advantage of the angles that lines form and
expand the components in various direction. By manipulating parallel lines she explores the
possibilities of optical effect. The sensations induced by her works were described as varied
as seasickness and sky diving.20

19
20

Edward Lucie-smith, Movements in Art Since 1945 (World of Art), 2001, pp. 172.
http://en.wikipedia.org/wiki/Bridget_Riley

Bridget states, “the eye can travel over the surface in a way parallel to the way it
moves over nature. It should feel caressed and soothed, experience frictions and ruptures,
glide and drift. One moment, there will be nothing to look at and the next second the canvas
seems to refill, to be crowded with visual events.”21
Bridget Riley became synonymous with the fashionable cult of 1960’s, ‘Op Art’. By
the time when the exhibition ‘Responsive Eye’ was held, her motifs had been already
migrated onto dresses in shop windows.22 In the mid 1960s her work was used with
commercial purposes as in a cover of show catalogues, and these consequences made her
feel regretful.

9) Bridget Riley, Arrest 1, 1965

21
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http://www.webexhibits.org/colorart/riley.html
David Hopkins, After Modern Art 1945-2000, 2000, pp. 147.

10) Bridget Riley, Breathe, 1966

11) Bridget Riley, Blaze 4, 1964

12) Bridget Riley, Movement in Squares, 1961

3. Afterthoughts and Consequences of Op Art
Derived from Bauhaus, Op Art initiated full reception of modern industrialization
and established concurrence in art, science, and math by endeavoring collaboration of fine
art and crafts, and art and technology. The spirit of Op Art enabled the artists’ experiments
toward creation of new aesthetic in the 20th century.
However, in spite of its fascinating effects, ‘Op Art’ was prosperous for a short
period of time and only appreciated by a narrow range of artists and art critics. Many art
critics censured Op Art stating that it is simply patterns, or merely stimulating psychological
experience, and that it lacks in intellectual contents and expression. A male critic called

Bridget Riley’s work “unfeminine aggression.”23 Despite its bitter criticism, Op Art has been
applied in various product designs by many artists and permeated widely in our societies.
It has been revitalized in fashion transporting simplicity and mobility. The art styles
of every period have an inclination to exaggerate the dominating forms and trends to express
the inspiration and maximize the effect, even if it cannot be aesthetically satisfying, only
because the very style is preferred by the society and the era. Like Surrealism and Pop Art,
Op Art was not an exception.
Getulio Alviani, Italy born Kinetic-Optical artist, successfully collaborated with the
clothing designer Germana Marucelli in 1960s when he was already acknowledged for his
“vibratory weave surfaces”. Through the partnership, Alviani was able to make the
movement come alive on the models, and Marucelli was fascinated by Alviani’s innovative
work, resulting in an interesting cultural project.24
The spirit of Op Art was also conveyed in fashion. Postmodern society is prone to be
optimistic toward the media, thus mass culture has been expanding. In this information
society, the core of the creative activities moved from the designer to interaction between
the viewers and the designer. This resulted from skepticism about the authorities of
“originality”, and this reaction is shown in Op Art evidently. The geometric figures such as
triangles, squares, and circles reflect the anonymity and indicate that the root of the designs
were not the designers.25

David Hopkins, After Modern Art 1945-2000, 2000, pp. 146.
http://www.gruppo78.it/index.php?id=27,140,0,0,1,0
25 Min Sun Lee, Thesis, Op Art in Fashion of Post-Modern Society, 2004
23
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Although Op Art was pure art, it is true that it is “paintings that could now be
represented with the aid of a computer”.26 Unfortunately, the Op Art movement took place
when a generation of manual calculation was coming to a close, thereupon Op Art obtained
mediocre evaluations. However, even though people can produce the computer generated
Optical Art more easily these days, the significance of Op Art was its quintessence and
initiation of the sensational art form.

26

Abraham Moles, Kunst and Computer, 1973, pp. 32.

Thesis Projects

Since the primitive ages, regardless of the region and the level of the cultural
development, human beings have been ornamenting their bodies and wearing jewelry. Thus
jewelry has been one of the most important factors that reflect the epoch. However, values,
purposes, and forms of the jewelry have changed according to the technological, economical,
and political characteristics of the society. Jewelry, just like fine art, has always reacted
sensitively to the environment.
'Body ornamentation' and 'Fine Art' have been essential activities of human beings.
Since the beginning of human history, the human body has been a unique canvas that people
used to decorate themselves. Body art such as body painting, tattoo, and piercing has been
experimented in all the cultures for many reasons. Whether it is permanent marks on the
body or temporary decoration, body art has been a means of signaling individual's social
position, celebration of special occasions, or embellishment of themselves. Ernst Fischer had
a theory about the origin of art and said that men create art to be a whole man, more than
just himself. He has stated "Art is the indispensable means for this merging of the individual
with the whole. It reflects his infinite capacity for association, for sharing experiences and
ideas."27
There is an intricate relationship between fine art, jewelry, and fashion - they all are
unique art forms that are interestingly bound together. Before people invented more
27

Ernst Fischer, The Necessity of Art, 1963, pp. 8-9.

effective materials as the societies have been civilized and the technologies have been
developed for fine arts, clothes, and jewelry, there was an inextricable relationship between
body ornament and fine art in a more naive way. A good example can be found in Claude
Lévi-Strauss’ book, Tristes Tropiques, where it is detailed that ancient people from the upper
stream of the Amazon River had paintings all over their faces and bodies. The missionaries
wondered why they would waste their time on spoiling the appearance of the human face
and condemned the Indian men who spent whole days in having themselves painted. Their
reply to the missionaries was "Why are you so stupid?" The missionaries asked in what way
they were stupid, and the Indian men said "Because you do not paint yourselves like the
Eyiguayeguis." To be a man, it was necessary to be painted; to remain in the natural state was
to be no different from the beasts.28
Their reason to wear body paintings was to be human beings. The paintings were
their art, clothes, and jewelry. Thus, in some cultures there were no boundaries among art,
clothes, and jewelry in the primitive society. Yet, the relationship of fine art, crafts, and
fashion has not changed significantly throughout history. They are still interestingly bound
together.
Although as new technologies and material invention brought more distinctive
demarcation, in the contemporary art world these divisions between art, jewelry and fashion
have all but collapsed. In place of different categories and distinctions between these aspects,
modern art has developed a view and styles that includes the integration of fine art, jewelry
and fashion. This is in part the result of innovative artists such as Andy Warhol, Elsa

28

Claude Lévi-Strauss, Tristes Tropique, 1992, pp. 187-188.

Schiaparelli, Salvador Dail, and many others who have questioned the boundaries between
art, fashion and design.
In the late 1930's surrealism had started pervading haute couture. Elsa Schiaparelli
created surreal work such as a hat resembling a giant shoe, another that looks like a lamb
chop, and a dress with lobster-printed fabric by collaborating with Salvador Dali. Andy
Warhol is credited with being the main innovator of Pop Art, which combines elements of
fashion and more traditional art, as well as eclectic elements such as jewelry. In fact, Warhol
used images from the fashion world and from advertising as an integral part of his fine art
works. These works and the use of fashion elements are often seen as a comment on
modern society.
In addition to artists' application of other creative modes into their artwork,
contiguity of art and fashion has been seen in the street these days. Not only within the work
of art, but also as a part of the installation do the artists employ other's work, so they
complement each other and create unique synergism. Ruth La Ferla writes in the New York
Times, "The fusion of fashion and art has gained momentum in recent months, as high-end
stores have joined luxury labels in the game. Tourists on Fifth Avenue can stop by
Ferragamo's rambling new store to view an installation of art by artists like Vanessa Beecroft,
Jeff Burton, and Sylvie Fleury. They can visit a new Giorgio Armani boutique at Bergdorf
Goodman, now displaying the works of artists participating next month in Artwalk, NY, a
series of events to benefit the Coalition for the Homeless."29

Ruth La Ferla, 2003,
http://query.nytimes.com/gst/fullpage.html?res=990CE6D6113DF933A0575AC0A9659C8B63&sec=&spon=&pagew
anted=all
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In this thesis I will examine the function and practicality of the extremely large size of
jewelry and how it could be interpretated as a form of art. The relation of the body of the
wearer and the jewelry will be studied as a unique experience, as well as the interaction
between the wearer and the viewers. I will also investigate how the body of work is
understood when it is displayed.
Another tendency of contemporary art could be its transience. Permanence in art has
been disregarded for a long time in various aspects. As a reaction to the fast changing
society, art and artists have been prone to impermanence, and the notion of permanence
does not comfort people anymore. Besides the shorter lives of modern art styles than the
ones of more traditional art styles, and the contents of art that connote ephemeralness, use
of disposable material is one of the inclination of today’s art.
Throughout art history, mediums have been one of the most important factors that
characterize art work. They not only classify the genres, but they also embody the artists’
ideology. Constant examination about new mediums as well as traditional materials was what
I strove to explore, and which became an important part of my thesis work. Beyond
characteristic restrictions of jewelry that result from material's durability and aesthetic value,
I will study the potentials and uniqueness of the mediums.
Traditional materials, for example, precious metals for jewelry, and wood for
furniture, have been used in the artworks as important elements on designing, because they
have the legitimate reasons to be used. However, when an impertinent object as a medium
was used with an innovative gesture, the artwork is considered unique. Thus, material choice
itself is often a signifier in modern conceptual art.

By starting with the use of silver and bi-metal, traditional materials, I investigated the
possibilities of the forms they produced. Secondly through the combination of traditional
and non traditional material, the benefit of the non traditional material was examined. Lastly
I explored the potentials of the mass-produced paper as well as plastic for my body of work.
Geometric form is the most effective way to convey visuality because of its simplified
forms. It is also a very reasonable method to re-create certain forms. The core element of
the forms and designs of my work is lines. Lines have unlimited possibilities of forms for
which they allow. Straight lines in the 3-dimensional objects are viewed differently from the
ones in 2-dimensional - from different angles as well as according to the way the lines are
manipulated, linear forms provide infinite potentiality.

Bracelet #1 and Bracelet #2 are made from flat sheets of bi-metal which is composed
of one side silver and the other side 18 karat gold. Revealing two different colors depending
on the perspective of the viewer, the bracelets render a subtle color variation. The individual
straight lines are sawed with the thinnest saw blade and bent by hand, as if the process
enlivens the plane to vivacity. The transformation into curved lines with repetition and
variation creates a sense of rhythm and movement. The interaction of the negative space
and the linear metal parts produces the flickering effect when the bracelets are worn, as the
wearer moves, and both bracelets are made to poise on a pedestal robustly when they are not
worn. The principle of the bracelets is the periodic structure resulted from calculated angle
and distance.

Ring #1 is an evolved form and technique from the preceding bracelets. Constructed
of three levels, the ring consists of multiple circles, from the largest at top reducing the size
as they move to the bottom. In the middle part, three circles get interlocked together
congregating at the bottom and separating to three groups, they get connected to three
shanks. The top part and middle part are made from one piece of flat sheet sterling silver.
The sheet metal is sawed to individual lines, bent roundly to two different directions from
the middle, and each end gets soldered as a circular form. Expanding circles as ascending
create a sense of instability and raise the tension. The ring also creates flickering effect
through the metal strips and negative spaces, resulting in a dynamic visual experience. The
use of sterling silver, without the interruption of complexities that colors could cause,
unveils the pure form and enhances the optical effect.

1. Bracelet #1, 2004 4.75” x 2.5” x 3” Bimetal

2. Bracelet #2, 2004 7” x 3.25” x 3” Bimetal

3. Ring #1, 2004 4.5” x 3” x 1.8” Sterling Silver

The following group is made with consistent width strips of sterling silver and mylar.
For the fragility of mylar, silver strips work as props and also lead the movement, while fluid
mylar follows the curve of the silver progressively. All the elements congregate at the ends
and get connected by rivets which are also made of silver. Both achromatic colors are used
to elicit the visual sensation without the distraction of colors.
Bracelet #3, constructed with one piece of silver and 12 pieces of mylar, has the
simplest form. Silver, the shortest strip, spirally rolls once and the mylar strips come after,
slowly rising as the length increases and expands the scale. The bracelet presents instability
when it is displayed and accentuates the fluidity when it is worn. Bracelet #4 comprises 2
sterling silver strips and 15 mylar strips. Silver strips are bent, and one end lies upon another
creating a marquise shape with pinched ends. Mylar strips start piling on top of the upper
silver strip, as if the sun rises from the horizon, and all the strips are riveted at each end as
well. Formed like a roly-poly, the bracelet sways left and right and balances itself, as the
centroid is the middle.
Headpiece #1, made with 3 silver strips and 10 mylar strips that follow after each
silver strip, forms the most three-dimensional shape. Silver strips are bent in half-round
shapes, and each end meets another’s end creating 3 points, so the space created by the 3
points fit on the head like a hat. Bracelet #5 incorporates 4 silver strips and each strip leads
8 mylar strips in a reversed direction. A square lozenge shape is developed by four ends
which meet another, leaving an empty space in the middle for the hand to go through.
Unlike the other pieces, silver strips are the longest and the length shortens as the mylar
follows, stretching the curve. Earrings #1 consists of 4 strips of sterling silver and 7 mylar

strips coming after each silver strip. Instead of the solid rivet, the tube rivet was used in the
top point, connecting with the twisted round silver tube. The 4 silver strips build the outside
with a lozenge shape and the mylar strips start growing inward, so the energy converges in
the center and gets dissipated towards the edges. Distortion of form occurs towards the
center giving the impression that the strips are moving.
In creating these 5 pieces, eclectic harmony of instability and balance was
investigated, while absolute symmetry was maintained. Through the thorough calculation
and scheme, yet by taking advantage of the arbitrariness of the mylar due to its fluidity, I was
able to create a dynamic yet subtle body of work. Repetition of the simple form eliminates
unnecessary information and emphasizes the optical effect. Thus, these works confront the
viewers with movement that evokes the immediate visual stimulation.

4. Bracelet #3, 2005 6” x 5” x 3” Mylar, Sterling Silver

5. Bracelet #4, 2005 7.5” x 5.5” x 1.7” Mylar, Sterling Silver

6. Headpiece #1, 2005 7” x 7” x 6.25” Mylar, Sterling Silver

7. Bracelet #5, 2005 6.7” x 6.7” x 1.7” Mylar, Sterling Silver

8. Earring #1, 2005 2.5” x 3.85” x 0.3” Mylar, Sterling Silver

Apprehending the potential of a blend of firm and fragile materials led to continuous
investigation with different materials. By manipulating stainless steel, red acetate, and 18
karat gold with varied width, I executed the next 2 pieces. Stainless steel is textured with
woven brass mesh rolled together through the rolling machine, cut in strips, and darkened to
an iridescent black color by heat patina. Red acetate is cut, increasing the length, according
to the steel piece that goes along with. Each section is connected with 2 handmade 18k gold
rivets adding another warm color contrasting with the cool color that steel provides.
Red scarf #1 consists of consistent width of elements that repeat 6 times. Each
section is formed by the curve of stainless steel and 11 red acetate strips follow as
lengthening. The entire piece is in motion as if the scarf is fluttering in wind. The movement
is oblique, starting from the chest area, wrapping around the neck, and falling again changing
direction slightly. The unpredictable movement was depicted by adopting fortuitous
direction of flow.
Red scarf #2 is constructed with the strips that change widths. The circular shape of
the contour is made with 4 pieces of stainless steel that taper at the top and the bottom,
resulting in 4 sections that create a boundary. The boundary is filled with the following red
acetate strips, and the negative spaces are created as an outcome of congregating acetate, and
thus the highest negative space is used as the entry for the neck.
Bending the simple straight planes which were carefully calculated to grow in length
and connecting them in different direction enabled me to create optical effect. The viewer’s
eyes travel along the waves enjoying the mysterious movement.

9. Red Scarf #1, 2005 24.5” x 11” x 13” Acetate, Stainless Steel, 18k Gold

10. Red Scarf #2, 2005 13” x 13” x 3” Acetate, Stainless Steel, 18k Gold

Lastly, I explored the potential of printed paper with various colors and optical
patterns. The patterns that were used in Belt #1 and Chest Piece #1 are composed of
repetition of tapered lines, which changes the width regularly, creating ‘periodic structures’.
Two different colors of lines, one subtle and the other more intense, cross each other at 90
degree angles, one horizontally and the other vertically. Where the lines are thick, the color
gets concentrated, and where the lines are thin, the background color is revealed, and this
phenomenon takes place in a row generating virtual lines that consist of many inverted lines.
The other paper that was used in Paper Scarf #1 and Paper Scarf #2 incorporates repetition
of three different colors of line, two straight and one curved. They are superimposed on
another creating ‘moiré pattern’; a curvy blue line is superimposed on yellow and white
straight lines.
Belt #1 is made of yellow and violet colored paper with periodic structure, as
mentioned earlier, and yellow acetate over the paper, so that the paper has more strength
and the color is enhanced. Rolled in a zigzag pattern, the belt wraps around the waist of the
wearer, and each end intertwines each other. Chest piece #1 comprised of two parts, one left
and one right, and each part contains 4 cone shaped segments. Each segment is composed
of paper outside and acetate inside, which also reinforces the paper. The points of the 4
cones converge into a bigger cone connected with tube rivets, thus 2 big cones are formed.
They are also connected with tube rivets. Through the 2 top rivets, a black leather strap is
attached, so it can be worn around the neck.
Generated by numerous rectangular shaped pieces of paper, Paper Scarf #1 reminds
us of a pleated collar. The size of the rectangle is the largest at the bottom and gradually

decreases as the section approaches the neck area. Each section is curved and glued to
another. Yellow rubber tubes are cut according to the width of the rectangles and placed in
each curve. Pinholes are punched near the edges and stainless steel wire goes through the
holes and through the rubber tubes, fastening and fortifying the entire piece. The paper and
yellow rubber tube also form Paper Scarf #2. Two main parts, left and right, are made with
double sided paper, which is glued together. The middle area of the each rectangle is cut in
vertical lines along with the straight blue lines, and the yellow rubber tube is woven up and
down through the cut lines. Stainless steel goes through the rubber tube to strengthen the
form, and disc shaped magnets are inserted at each end of the tube to secure the two pieces
together.
When the above paper pieces are viewed closely, spectators’ attention goes to the
detail of the pattern, but once they acknowledge the pattern, the attention shifts to the form.
During the process the integration of the pattern and form is recognized, and so is the effect
of the optical prints.

11. Belt #1, 2005 15.5” x 9.5” x 4.5” Paper, Acetate

12. Chest piece #1, 2005 14” x 6.5” x 4” Paper, Acetate

13. Paper Scarf #1, 2005 23” x 17” x 2” Paper, Rubber Tube

14. Paper Scarf #2, 2005 16” x 13” x 6” Paper, Rubber Tube

Conclusion

Jewelry and fashion are both modes of expression. To be worn, or imagined to be
worn, both jewelry and clothing use human body as the intermediation for embodiment. The
extremely large size of my work gives it a unique function. Although it is not perfectly
practical, each piece still fits on a body part as jewelry. When it is worn, it constantly reminds
the wearers that they are wearing forms of art on their body, creating a moment of
appreciation. The combination of motion and emotion caused by the art on the moving
body generates a subtle yet sublime experience.
Not just seen by the viewers’ eyes, but also felt by the body of the wearer, the artwork
creates a moment of interaction between the viewers and the wearer. When the artwork is
displayed, it functions as a sculptural object due to its optimum scale and three dimensional
quality. By pushing the boundaries of jewelry as far as it will go without losing its identity, I
was able to explore a unique art form.
Various methods were used to create optical effect and movement. However, it may
be a more dynamic experience when the observer finds the psychological movement in the
static artwork because of the optical effects than when there is actual movement in the
artwork. Not only with the impression of the movement, but also with the physical
movement when the jewelry turns direction as the wearers move, variation of forms was
achieved. Simultaneously, comprehension of the difference between kinetic movement and
optical movement was accomplished.

By taking advantage of the characteristics of three dimensional art form, I was able to
create the optical effects without painting on the canvas. Instead by applying the principles
of Op Art in my three dimensional art form, the effect was achieved. As a result the
spectator could view the art from all directions, as the outcome could be hard to be achieved
in 2-dimensional art.
Through the minimization of symbolic association and the elimination of reference,
the esoteric interpretation of the work was reduced. At the same time, viewers can
understand the art work more easily through active participation with the work. Exclusion of
personal feeling could have made the artwork somewhat impersonal, but it enabled the
creation of pure sensation just like music, which is usually unassociated and ephemeral. And
the experience induces the observers to the intangible perceptual world.
Not by imitating the nature, yet inspired by natural phenomena, I was able to create
extremely abstract and geometric form with a touch of organic feeling. I didn’t focus on
giving a visual equivalent of certain aspects of nature, yet the coincidental connection of my
two different interests, one found in nature, and the other as a subject of artwork, enabled
me to discover the potentials of orderly linear elements. By eliminating the preconception of
what jewelry should be, I was able to concentrate on the form, subject, and aesthetic balance.
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